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fi g. 1 Toussaint Dubreuil, Wake-up and makeup of Hyante 
and Climène, c. 1602, oil on canvas, 107 x 96cm, 
Musée du Louvre, Paris
fig. 2 Master of the Die (after Michiel Coxie I),  
Nymphs assisting Psyche to dress her hair, c. 1530-1560, 
engraving, 19.9 x 23cm
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Toussaint Dubreuil (1558/61?–1602), a protagonist of the Second School of Fontainebleau, is 
undoubtedly one of the most interesting French artists from the late sixteenth to the beginning 
of the seventeenth century.1 Despite his premature death, his brilliant career was marked by 
important decorative projects under the reign of Henri IV.2 However, given that only a few 
remnants from his large-scale painting cycles survive and documents concerning his early 
artistic training are extremely scarce, today it is rather difficult to reconstruct Dubreuil’s artistic 
personality. We are still uncertain if Dubreuil ever visited Italy.3 The present short notes are part 
of my survey on the visual sources used by the artist for his narrative paintings, and my aim is to 
demonstrate that Dubreuil seems to have made extensive use of Italian or Italianate print sources 
for the invention of his varied narrative compositions.
 T he pr i nc ipa l  que st ion that  f ra me s the 
following observation is what kind of visual resources 
helped Dubreuil establish his pictorial language 
for such large decorative cycles as the Franciad for 
the Château de Saint-Germain-en-Laye.4 In any 
discussion of Dubreuil’s stylistic formation, emphasis 
has been placed on his avid adoption of the styles of 
the artists of the First School of Fontainebleau — 
for instance, Primaticcio, Nicolò dell’Abbate, and 
sometimes Rosso Fiorentino. In terms of Dubreuil’s 
earliest activities, according to Karel van Mander 
and André Félibien, he is said to have learned basic 
skills of painting from Méderic Fréminet.5 Then a 
critical turning point for his development occurred 
when he began to work as an assistant of Ruggiero 
Ruggieri who took over the leading position at the 
Château de Fontainebleau after Primaticcio’s death 
in 1570. Presumably Ruggieri introduced Dubreuil 
to Michelangelo’s dynamic designs.6 Furthermore, 
they worked together on the restoration of the 
murals in the Salle de Bal and the Galerie d’Ulysse 
in Fontainebleau,7 which meant that Dubreui l 
could learn directly from the marvelous decorative 
techniques of Primaticcio and Nicolò dell’Abbate. 
Consequently, it is quite natural that considerable 
inf luence from Primaticcio has been detected in 
Dubreuil’s paintings.8 With the following visual 
sources that I have identified, however, I intend to 
show that Dubreuil drew inspiration from wide range 
of printed images after various masters’ designs, in 
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fig. 3 Toussaint Dubreuil, Psyche discovering the sleeping 
Cupid, Pen and brown ink with white highlight, 22.5 
x 29cm, Musée du Louvre, Département des arts 
graphiques, Paris, inv. 26283
fig. 4 Agostino Veneziano (after Michiel Coxie I), Psyche 
discovering the sleeping Cupid, c. 1510-1536, engraving, 
19.8 x 23.1cm
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fact, two are by northern Romanist artists, and one 
by a Venetian master.
 The Wake-up and makeup of Hyante and 
Climène (fig. 1), now in the Louvre,9 from Dubreuil’s 
Franciad cycle, depicts the morning toilet of the two 
princesses. The scene is related to an episode in the 
middle of Ronsard’s poem, where the princesses 
go to the temple for sacrifice.10 In the painting, 
two blond sisters are preparing for departure, 
surrounded by numerous maid servants; one 
princess is still undressed on the bed, while the 
other already sits up in the foreground and is having 
her hair combed by a servant. The composition is 
in many ways reminiscent of the similar scene of 
Psyche’s toilet, Nymphs assisting Psyche to dress her 
hair (fig. 2) engraved by the Master of the Die after 
the design of Michiel Coxie I (1499–1592).11 At first 
glance, the interior settings and the group of three 
women in the foreground are very similar in the two 
images. Both of the images show a bed with a canopy 
on the left and a window in the upper right corner. 
Dubreuil’s composition is much more crowded, but 
the poses of the two women serving the princess in 
the foreground are nearly identical. Although the 
central figure of the princess is reversed, we are 
almost certain that Dubreuil borrowed this group of 
three figures from Coxie’s design.
 The supposition that Dubreuil actually used Coxie’s design as his model is further 
supported by another example of his reference to the same print series. As Dominique Cordellier 
has already suggested,12 there is an obvious connection between Dubreuil’s drawing in the Louvre 
representing Psyche discovering the sleeping Cupid (fig. 3)13 and the engraving of the same subject 
by Agostino Veneziano after Coxie (fig. 4).14 Dubreuil did not borrow directly from Coxie’s design 
for the figures on the bed, but the small scene on the left showing Cupid flying away unmistakably 
proves Dubreuil’s reference to this particular print. It is plausible that the artist may have 
possessed the Story of Cupid and Psyche series, composed of thirty-two prints. Dubreuil’s interest 
in this engraving series is quite understandable in the context of the royal court of Henri IV at 
the beginning of the seventeenth century, since the story of Cupid and Psyche was a subject well-
suited to the celebration of a marriage.15
 Another Romanist artist who seems to have attracted Dubreuil’s interest is Maarten van 
Heemskerk (1498–1574), especially for expressive postures in narrative compositions. In Francus 
greets Hyante (fig. 5) from the Franciad cycle, now in Château of Fontainebleau,16 Dubreuil 
depicted a memorable scene in which the hero and the princess confirmed their mutual love. 
Here, we note that the figure of Francus is borrowed from a print, Hirah asking the whereabouts 
of Tamar (fig. 6), designed by Heemskerck and etched by Dirk Coornhert.17 The posture of 
Hirah in the print is now changed into that of Francus who is going to kiss Hyante.18 Adapting 
this particular pose into a completely different narrative context, Dubreuil adroitly correlated 
fi g. 5 Toussaint Dubreuil, Francus greets Hyante, 
c. 1602, oil on canvas, 191 x 135cm, Musée 
du Château de Fontainebleau
fig. 6 D i rk Vol ke r t s z  C o or n h e r t  (a f t e r 
Ma ar ten van He emskerck), Hira h 
asking the whereabouts of Tamar, 1549, 
etching, 23.5 x 19.2cm
fig. 7 Toussaint Dubreuil, Climène accommodated in the sea by Ino and Glancus, 
Pen and brown ink with white highlight, 21.9 x 37.2cm, Musée du Louvre, 
Département des arts graphiques, Paris, inv. 26259
fig. 8 Cornel is Cort (after Tit ian), Diana 
discovering the pregnancy of Callisto, 
1566, engraving, 43.2 x 36.1cm
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the posture of the other character, Hyante, but the general 
compositional scheme remains quite similar to Heemskerck’s 
print.
 Finally, I add another visual source that Dubreuil 
undoubtedly referred to for the Franciad cycle. Dubreuil’s 
drawing, Climène accommodated in the sea by Ino and Glancus 
(fig. 7), now in the Louvre, is a preparatory design for a now-
lost painting in the Franciad cycle, and depicts the princess 
Climène supported by Ino and Glancus on the sea.19 In the 
left foreground a beautiful figure of sea nymph is shown from 
the back, which is immediately reminiscent of a similar figure 
of a nymph in the famous painting by Titian (c. 1490–1576) for 
the Spanish king Philip II, Diana discovering the pregnancy 
of Callisto, which was then engraved by Cornelis Cort (fig. 
8).20 Also, the pointing posture of the right arm of Dubreuil’s 
nymph is reminiscent of the similar pose of Diana in Titian’s 
composition; furthermore, the limply lying figure of Climène 
in Dubreuil’s drawing is virtually the reverse of Titian’s 
figure of Callisto. All these formal coincidences attest to the 
fact that Dubreuil actually took Titian’s work as his model. 
Considering that the goddess Diana was a privileged subject 
in the Fontainebleau school, we may surmise that Dubreuil 
was conversant with Titian’s paintings of Diana for the 
Hapsburg, the traditional rival of the French royal family. In 
fact, in one of his earlier works, Angelique and Medor (fig. 9) in 
the Louvre,21 Dubreuil seems to have referred to the figure of 
Diana in Titian’s Diana and Actaeon (fig. 10), pendant to Diana 
and Callisto.22
In the above observations, I have tried to identify some of 
Dubreuil’s previously unrecognized visual sources. The 
fig. 10 Titian, Diana and Actaeon, c. 1556-1559, oil on canvas, 
185 x 202cm, National Gallery, London / National 
Galleries of Scotland, Edinburgh
fig. 9 Toussaint Dubreuil, Angelique and Medor, oil on 
canvas, 143.5 x 199.5cm, Musée du Louvre, Paris
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results show that a broad figural repertoire would have been available to the artist, provided 
mostly through prints. It is easy to imagine that, in order to realize such a large-scale narrative 
cycle as the Saint-Germain-en-Laye Franciad, he needed a great variety of visual resources for the 
various narrative situations found in such a large cycle, and access to such a variety only became 
possible thanks to the ever-increasing circulation of printed images at the time. It is also to be 
emphasized that, in the examples cited above, Dubreuil is never slavish in imitating his models, 
but ingeniously adapts them into new narrative contexts. Undoubtedly this inventiveness was the 
key to his great success as a court painter. 
* The English text was edited by Dr. Martha J. McClintock, to whom the author would like to express her sincere gratitude.
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